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ABSTRACT
Home, Work, Land
by
Gregory L. Smith

The artist discusses his Master of Fine Arts exhibition, entitled Family, Work, Land. The
exhibit was mounted in Tipton Gallery in downtown Johnson City, TN, from February
22nd to March 11th, 2022. A public reception was held on the evening of March 4th. The
exhibition consisted principally of four multimedia installations. Smith’s body of work is
an interpretation of how stories that he often heard growing up are related to the Western
North Carolina community in which his grandparents were living in the first quarter of
the twentieth century. These works explore the interactions between people, how they
support themselves, and the impact that working for the logging industry had on the
family and the land around them.
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CHAPTER 1. INTRODUCTION

Growing up in rural Southern Appalachia during the 1970s was a true gift.
Surrounded by fields, forests, streams, and rivers, if given a choice between being inside
or outside I would always head outside. The games I played were usually set outdoors.
Building shelters under rock overhangs, riding my bike, exploring the woods and hollows
looking for new places to play. My time outside was spent alone since there were few
other children around, so my imagination became my companion. The landscape became
a constant source of inspiration, stirring my imagination and enriching my time outside.
When I had to be indoors, the kitchen was the room where everyone spent time.
Mealtimes were spent talking and listening to the adults reminiscence, recalling floods,
murders, animals, fires, which would collectively narrate the history of the family and our
community. My grandparents, aunts, and uncles all told stories, but it was my
grandfather’s and grandmother’s stories that most enthralled me.
Listening to my grandparents’ stories was like being transported back to the 19th
century. The modern world of automobiles, telephones, and even television was not a part
of their day in any meaningful way. They talked about work and family, recalling how
things used to be done and events that occurred 50 years ago. Hearing about their modest
childhood cabins, which had no running water or electricity, and how everyone gathered
around the stove or the fireplace to talk and entertain each other, was half a century
behind anything I saw on television or heard at school. Their stories presented me with a
highly personal, historical narrative that I could compare to my present surroundings.
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These stories connected me to their past, to the family’s history for generations, and
offered a window into living in the mountains almost 100 hundred years ago.
I have spent 30 years drawing and painting the mountain landscape. The homes,
local landmarks, and people are in many instances now gone, dramatically altered, or
demolished. Memories and stories of these mountains now span close to one hundred and
fifty years of personal and family memories. As land development and poor planning
transform the mountains around Watauga County, North Carolina, I am able to look back
into the history of this region and find analogous instances of economic and
environmental calamity. The stories of the logging industry offer the opportunity to see
relationships between the land and the people that are appropriate reflections on the
current environmental health of western North Carolina.
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CHAPTER 2. INTERPRETING THE LANDSCAPE

I was fortunate to have an art teacher in high school who encouraged me to begin
painting and to look at the work of artists throughout history. I studied the work of Paul
Cézanne obsessively and began to sketch the landscape around my home using graphite
and watercolor, following the example of Cézanne working around his studio and
painting variations Mont Sainte Victoire (Fig.1).

Figure 1. Cézanne, Paul, Mont Sainte Victoire seen from Lauves.
1905.
Over the years my technique and limited color palette of red, blue, yellow, umber,
and white hardly varied. My work Winter Sun (Fig.2). is quick study of a scene below my
grandparents' home. Like Cézanne, I would return to the same sites and vistas, producing
dozens of finished works, studies, and sketches of the same motif. At first, my primary
focus was on color and capturing the variations of light in the landscape. Later my
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interest and focus transitioned into preservation and recording as much of the landscape
and local structures as I could before these buildings fell to land development or neglect.

Figure 2. Smith, Gregory, Winter Sun. 2004.
Over the years, the places I painted were destroyed, cleared of trees, and then
replaced with roads and vacation homes. The transformation has been aesthetic,
environmental, and cultural. The Woodshop (Fig. 3) is a painting of the building in which
I worked as a child with my grandfather. When I was young, I knew when my
grandfather was working in the shop because the door on the right would be open. If the
door was not open, I looked for my grandfather somewhere else. After my grandparents
passed, the property’s new owners had the old shop taken down. Such developments and
the changes in the region have become increasingly more disturbing to me. As a result, I
have begun to consider a less naturalistic, painterly approach to art making. A lack of
sensitivity to the local landscape and environment, by developers, feels as though the
beauty they are trying to capitalize on is being destroyed by the growing crescendo of
9

land development. Traffic has increased to a level now that is frustrating and dangerous,
since the mountain roads in this area of western North Carolina are insufficient to manage
the volume of additional traffic.

Figure 3. Smith, Gregory, The Woodshop. 2001.
I think it is appropriate to move away from landscape painting towards a more
holistic focus on people, land, and environment. The western tradition of landscape
painting originated in northern Europe in the 16th century. For the first time, “the land”
was considered worthy of artistic expression as a primary subject rather than a backdrop
for human events. The world surrounding people’s homes and lives was itself the subject
of paintings, drawings, and prints. Yet, while landscape painting might rely on the
observation of nature to achieve naturalism, it is “more about human decision making and
10

all the issues of values and human foibles, on human acts of choice” (Halprin 350). The
making of landscapes has therefore been an anthropocentric, aesthetic engagement with
nature. We are not necessarily showing all of nature’s aspects, we are mostly representing
what to us is beautiful.
Human activity has now reached a level of transforming the entire planet's
weather, atmosphere, and viability. This new reality is beyond our recognition of beauty
in the landscape. It is time to move past landscape and start focusing on human action as
a disruptive force in our environment. What ecology offers is a way of imagining a
holistic view of nature which relies on interconnectivity as a more appropriate way to
construct our understanding of the natural world (Harries-Jones, 73). Most importantly, it
reminds us of the truth that we are a part of, not separate from, our environment.
Aesthetic concepts like rhythm and pattern are more appropriate constructs than quantity
or measurement to represent the interconnectedness of life. “Ecological aesthetics has a
role to overcoming the apart-ness of the industrial sciences from the rhythms and patterns
of biology and in awakening our senses to a perception of the destructiveness and
obscenities of this apartness” (Harries-Jones, 67). Without being able to recognize our
beliefs and connect them to our actions, there will never be a meaningful transformation
of our actions. We cannot lessen our impact on the environment until we recognize the
beliefs we carry that perpetuate the unconscious destruction humans cause within the
natural world.
It is time to move beyond an aesthetic that places humans apart from nature
toward one which is ecologically informed. “We respond to nature because we ourselves
are a part of its making. We are biologically part of its creation and therefore we
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empathize with the order and interrelationships in it” (Halprin 350). This is what is meant
by an eco-aesthetic: the realization that we are a part of nature. Humans are not separate
from nature; we are an inexplicable part of the complex process of nature, and not the
global eco-stewards we imagine ourselves to be. Nature is a relationship between the
living, not the mechanistic churning of the resource supply chain that makes human
society possible. The logging industry exploited the local worker financially and left
them vulnerable to ecological catastrophe by clearcutting timber from the mountainsides.
An ecological aesthetic would have realized that when we disrupt the forest, we are also
disrupting our lives. Change ripples throughout ecological systems and sometimes
transforms lives of loggers. The transformation is hard to predict and, when it is noticed,
is usually not reversible.
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CHAPTER 3. ARTISTIC INFLUENCES

The works of Robert Rauschenberg, Robert Smithson, and Walter De Maria have
been very influential as I have tried to imagine a process of creating work about nature.
Reading about the lives and works of these artists helps to loosen my rigid assumptions
about art and nature. Rauschenberg has helped me to see past two-dimensional painted
images. The works of Smithson and De Maria have helped me to imagine work that is not
about producing art objects, or about any considerations of art markets. The task is to
begin seeing relationships in art and nature as valid expressions of art making. There is
no reason to abandon landscape if it is part of the larger conversation. Images of clearcut
hillsides are an expression of our attitude and valuation of the natural world.
Robert Rauschenberg created what he referred to as combines. "In a radical
transgression of artistic conventions, Rauschenberg began to fuse vertical, wall-mounted
painterly works with horizontal, floor-based sculptural elements, usually in the form of
found objects” (Babington 27). Rauschenberg’s painting Bed (Fig.4) employs an actual
quilt and pillow to help create a representation of a bed. Rauschenberg is employing this
combination with intentionality, deliberate selection of material, less separation of the flat
and three-dimensional elements of work and offers an artistic synthesis of construction
and representation that creates a more layered effective image. By moving away from the
painting conventions and methods I have employed for decades, I can be more deliberate
and selective in choices of materials, industry, and use of nonconventional representation.
Robert Rauschenberg extensively incorporates photographic screen-printed images and
solvent electrostatic transfers directly into the surfaces of the canvases he is working.
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Painting on the surfaces of the prints themselves offers an opportunity to incorporate
photographic images into larger compositions. But Rauschenberg was not using this
material to narrate or convey a particular story; he was using them formally, as visual
elements of a composition.

Figure 4. Rauschenberg, Robert, Bed. 1955
For me, the selection of the photographic images is as important as their use. I
have been collecting historic photographic images related to the regional logging industry
taken during the first quarter of the nineteenth century, as well as taking photographs of
the current instances of logging around the area. I use solvent transfers for their specific
content, and not only as formal elements in a composition. I collect them with the
intention of using them to tell a visual story. The photographic images become stand-ins
for visual images in my imagination, inspired by the family stories that I grew up hearing.
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Rauschenberg’s combines are often associated with the theatrical. As Thomas
Folland writes, “a theatrical sensibility in the Combines…would emerge full-blown in the
1960s when Rauschenberg created experimental, multi-media theater works...” (Folland
88). These large installations of painted surfaces, objects, and printed materials occupy
exhibition space, looking like stage sets. In First Landing Jump. (Fig. 5), Rauschenberg
has managed to move from the wall and back onto the wall. This work is holding the
tension between being a vertical painterly expression and a sculptural arrangement
moving into the gallery space. The artwork in my thesis exhibit consists of installational
settings. Like Rauschenberg, I borrow from the idea of theatrical sets to create a context.
The use of real objects gives a sense of connection to events and characters. They aid to
visually ground the representation of these stories

Figure 5. Rauschenberg, Robert. First Landing Jump. 1961.
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Not only have I been moving away from traditional landscape painting as a
primary expression of the land, but I also believe that it is necessary to move beyond our
understanding of human interactions with nature. Robert Smithson ventured outside the
gallery into nature, interacting with and shaping the land as a primary mode of creating
artwork. In his 1969 work Asphalt Rundown (Fig 6), Smithson selected a site and dumped
hot asphalt down an eroded hillside. The asphalt was just another layer of sediment
covering and locking the past beneath underneath. “Smithson was obsessed by the
paradoxes of history, and … time as a process whose violence could never be undone”
(Lauder 92). I am focused on representing the transformation of land by logging, and its
disruption to the environment experienced by my grandparents in the past, which is still
happening in the area today. I am working with stories that have taken place in history.
The land has already been affected. Unlike land art, which is a direct artistic manipulation
of the land, I want to find a way to look outside and help make clear the results of poor
judgement. Telling stories is how I chose to achieve this exploration of human folly. The
place to create this work is in the gallery because the way to make work about ecology is
not by going out into the land and making more messes.
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Figure 6. Smithson, Robert. Asphalt Rundown, Oct. 1969
I want to use materials that construct story and put those representations into a
gallery for my thesis show. It is important to me to try and make art about how we think
about land and not to make land art. An approach that relies on incorporating the
recursive patterns of ecological processes creates a greater awareness that what we do
matters. Art does not need to transform nature; art needs to transform our thinking and
assumptions. One of the most effective ways to communicate the disconnect is to remove
natural materials from the environment and place them into a new context. Seeing
elements of nature within a gallery generates dissonance of not just the natural material,
but also the non-natural setting itself.
It is impossible to bring all of nature into a gallery. Walter De Maria’s New York
Earth Room (Fig. 8) is a powerful and evocative installation that gives new context to
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nature and manmade environments. Simply by bringing in soil to a gallery in a large city
and spreading it evenly across the entire area of the gallery, De Maria is challenging our
assumptions of what is natural, what is cultural and how are these ideas related to one
another. The work allows the viewer to focus on the fundamental element of soil. It is a
meditation on sterility and fecundity. Out of context within a building in New York City
soil is not helping to generate life. Nothing grows within the space because it has been
removed from nature. The gallery space has been transformed by the large quantity of
soil, effectively negating the purpose of showing objects of art. By turning all the
associations, we have with soil and gallery upside down, new ideas and associations
between our concepts of nature and human activity can be made.

Figure 7. De Maria, Walter, New York Earth Room.1977.
At the beginning of creating this body of work it was my intention to create a
group of altarpieces. Altars are a common link between us and the sacred. In front of
them we can contemplate their iconic representation(s) of truth and meaning. Land Art
offers a step away from landscape painting, and a move towards making work about the
18

relationships between humans and nature. Land art is a manipulation of what is out in
nature. Where it falls short for me is in the intent, or purpose of its creation, trading the
idea of representations of nature to the idea of transforming nature. Both of these
approaches are too limited in themselves to move past discussions of the beautiful. The
quasi-religious altar was an early attempt to present historical ecological degradation of
the Appalachian region. Paradoxically, the altar is not a representation of what we hold
sacred; it is filled with imagery of what our lack of reverence for nature and our
anthropocentric blindness of the value of the living environment.
Altar (Fig. 8) is a work that I created over the span of a year; it is a road map to
my changing process. The painted references to landscape, combined with threedimensional elements like the table on which the three panels rest, are evocative of an
altar. The work contains logging imagery created using paint, charcoal, and solvent
transfer prints, which are a part of this first attempt to create a construction that gives
context to the materials and imagery. From there, I proceeded to use more specific stories
that I heard as a child to give context to the relationships of people, work, and the
environment.
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Figure 8. Smith, Gregory, Altar. 2021.
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CHAPTER 4. STORIES

Stories tell us of things seen and unseen. We tell them repeatedly, and we listen to
them over and over. More than the anecdote, or the narration of an important event or
idea, stories connect the listener with a deeper understanding and richer connection to the
past. Stories have the potential to captivate the listener and inform each generation of the
challenges it might experience. To move forward, we need to be able to see the patterns
that connect each generation and to try to be more mindful of our actions and how they
are related to the larger context of nature or ecology.
Home, Work, Land tells the story of people, work, and the interconnected system
of ecology. There are three primary installations in the exhibition entitled Cooling Board,
Work, and 40 Flood. Together these works present the Appalachian region that my
grandparents experienced and which they passed on to me in stories. Many aspects of
their mountain home have changed, and many things remain unaffected.

Home
Cooling Board is based on a story that my grandmother used to tell of having to
sew the top of a man’s head back together (see App. 1). Through its visual retelling of an
accident at a sawmill that my grandmother’s family was operating, Cooling Board
highlights her efforts to prepare the body of one of her family members for burial. One
hundred years ago, when the incident had taken place, there were no funeral homes or
undertakers in these mountains. Family members laid out the body on a wide board or
even a door that had been removed from its hinges (Fig 9).
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Figure 9. Smith, Gregory, Cooling Board.2022.
My grandmother’s family had started the small sawmill near their home on
Clark’s Creek, near Valle Crucis, North Carolina. their sawmill was short-lived. It was
started in1940, and not too long after was destroyed completely by the ‘40 flood. Transfer
prints, found objects, and drawings are used to create the artwork. It is often not easy to
convey to people the sense of how different the region was during my childhood, let
alone during the time my grandparents were alive. The region was still isolated, and the
communities scattered across western North Carolina consisted of families living for
generations in the same homes and properties. Still existing within a rural past that had
not changed in almost 100 years, stories about cooling boards, accidents, and other darker
subjects were common. My grandmother’s recollection of a traumatic event and how she
participated in local funeral practices spoke more about her compassion and generosity
than her having a morbid preoccupation with death. The practice of logging reverberated
through all aspects of the people’s lives who were doing the work. It was also a part of
the lives of the people who were not directly involved in the cutting of trees and milling
of lumber.
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I incorporated textiles created by my grandmother in these works. My
grandmother created quilts, clothing, and other textiles for the entire family. She was also
largely responsible for growing and preserving the vegetables, keeping the chickens,
producing the butter, cheese, and buttermilk that feed her family. Her contribution was
creating, producing, and preserving; she was nurturing and compassionate. Her efforts
helped to balance the taking of trees and resources.

Work
Whole forests are “harvested,” processed, and transported all over the world,
creating disruption and damaging vulnerable ecosystems. I utilize iteration to illustrate
the limits of our understanding of the recursive nature of our behaviors. My work One
Thin Dime (Fig. 10) explores my family’s struggle in the 1920s to make a living while
dependent on the low wages and exploitive practices of the logging industry (see App. 1.)
My grandfather worked for a salary of ten cents an hour, with an annual income of
around $208. Adjusting for inflation that is the equivalent of $2,838.98 in today’s
purchasing power. Even in 1921, my grandfather’s income was significantly low. The
array of coins represents the total hours worked, reflecting how little he received for an
hourly wage. I stacked dimes in 52 individual piles, representing weeks of the year, on
top of a table with 52 coats of paint.
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Figure 10. Smith, Gregory, One Thin Dime, 2022.
The idea of iteration is a powerful device to help examine our relation to the
environment. As individuals, our daily drive to work or school contributes to global
climate transformation, because all driving releases greenhouse gases into the
atmosphere. Our individual contribution to global pollution must be recognized and
acknowledged. Why is this? Because we are all using the same process or iteration of
internal combustion engines to move ourselves around. We can be mindful of our own
driving, but we struggle with awareness of the collective amount of pollution released
into the atmosphere by our car’s emissions.
The Boone Fork Lumber Company operated the processing facilities at Shull’s
Mills, where it owned around 2,500 acres of land. A vast amount of timber was cut down
by workers and taken out of the area on railcars. The harvesting of the lumber company's
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holdings was so efficient that it took only eight of the projected 10 years to complete
(Waite & Ford 11).
Hearing my grandfather recount the demanding work and low wages was matter
of fact; he was not an advocate of collective bargaining or unionization. My grandfather
did make the decision to ask for a raise, and immediately lost his job at the mill. He was
relating the inevitability of working to survive and raise a family. I am sure there were
times when he was angry and bitter about little pay for so much effort. Paradoxically, his
attitude was one of pride and accomplishment. He valued his capacity to work hard and
endure. The veiled image of the mill, covered by the bed spread my grandmother made
implies the ubiquity of the mill works presence in the lives of my grandparents. Even in
sleep or rest, the reality of grinding work and exploitation was just underneath conscious
awareness.
My grandmother contributed equally to the income of the household. Before the
Second World War, she began producing bedspreads and quilts which her daughter, who
had just moved to Washington D.C. to find work, would sell to her friends and
coworkers. My aunt told me later that my grandmother was able to earn as much or more
than my grandfather by creating and selling these textiles. I include one of her bedspreads
in this construction because her work helped support the family on a level equal to my
grandfather. There were no stories about how hard she worked, or how the 1940 flood
altered her ability to generate income for the household.

Land
The relationship between land and rural people in stories is told with more
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idealism than reality. There is no assurance of stewardship. The work 40 Flood (Fig. 11)
reflects the dissonance between my grandfather’s work in a mill, which precipitated the
destruction of the family home, and belongings from a mudslide made worse by
deforestation of the local landscape (see App.1). Although the storm and resulting floods
were unusually severe and not a common occurrence in the mountains, in 1940 there was
no expectation of catastrophic damage as the sides of bare hills and mountains gave way.
In this artwork, I use an overflowing mass of mud to provide a sense of the destructive
nature of the event. Present-day images of a clear-cut local landscape hang ominously
over the sofa, representing the consequences of such action to both the past and present.
There is a deficiency in our thinking that makes it difficult to connect environmental
exploitation with the profound havoc it unleashes on our families, communities, and
ecosphere.

Figure 11. Smith, Gregory, 40 Flood. 2022
My grandfather’s tales of the great 1940 flood recount his recollections of an
event which profoundly impacted his life. A hurricane stalled over the southern
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Appalachians and let loose a deluge epic proportions. In 1940, there were no satellite
images of hurricanes residing in our collective imagination. The image of a cyclonic
storm seen from miles above the earth was not available or even possible. Trying to
comprehend the forces reshaping the landscape and understand what was happening had
to have been terrifying to everyone living through the flood. Even today the amount of
media attention given to these storms is immense, due to their unpredictability, scale, and
raw power
Extensive logging over the last 100 years has shaped and reshaped the land
around my childhood home in North Carolina. My grandfather worked in the logging
industry between the World Wars. The work offered little pay, long hours, and was based
on careless tree harvesting. The result was extensive deforestation, and a local population
exploited for the harvesting of lumber. Timber standing on family property was a means
to generate a one-time windfall of money. After the timber was gone there was no more
work provided by timber companies. The soil was prone to erosion and when the forest
was gone there was nothing to keep the soil resting on the steep slopes. Substantial
amounts of rain had the potential to produce catastrophic erosion and damage. My
grandparents had managed to support a large family, and eventually purchased a new set
of store-bought living room furniture from the Sears Catalog Company. All these
elements are part or the stories I heard of the great ‘40 Flood, my thesis exhibit, and my
grandfather lamenting the destruction of his new living room furniture all those years
ago.
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CHAPTER 5. CONCLUSION

My thesis exhibition Home, Work, Land is the outcome of my search for a new
approach to making work. For the past three years I have been experimenting, learning,
and imagining more ways to create visual work representing the area of western North
Carolina, where I grew up and still reside. For the last almost 30 years I have been a
landscape painter. My heart will always be connected with the landscape of the small
hamlet of Matney, in Watauga County, North Carolina. The stories from my childhood
told by my grandparents connect me to this area. Their stories have provided me with a
rich and meaningful connection to my family history, the history of the region and a
window into the ecological mistakes of the past generations.
It is time to focus my attention on the issues not only of the Appalachian region,
but also the global environmental realities of our time. To accomplish this task, it has
been imperative to move beyond representations of landscape, to center the dialog on
relationships and systems of natural processes instead of objects of art. I have managed
the first few steps in a new direction. I choose to pursue an ecological aesthetic in my
work. It is an aesthetic that assumes interconnectivity and interdependence and does not
place humanity outside of nature. I believe the most effective place for my work to be
experienced is in a gallery setting. In this context both the mud and objects of human
creation can be dramatically juxtaposed and have a greater impact on the viewer. We are
a part of nature and cannot act in ways which reject this truth any longer and expect to
live in harmony with each other and the world around us that sustains our very lives.
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APPENDIX: Stories

Cooling Board
Grandmother
It happened before the “40” flood. My family had started a small sawmill up
along Clark’s Creek. One day the mill was running, with the men all working around the
saw. Suddenly something happened, and the large bandsaw blade broke apart while
cutting up timber. There was a fellow squatting on the ground near the saw, and when the
blade snapped, part of it whipped around and cut the top of the squatting fellow’s head
off. He died right there, right then.
There were no funeral homes around at the time, so everyone “laid out” their own
people to be buried. The deceased would be washed, dressed, and laid flat upon a wide
board before they began to stiffen up, so they appeared more at peace. It fell to me to
collect the top of his head and sew it back on so that the body could be laid out.
Traditionally, burials were done the day after someone passed on. That single day
allowed time for a person to sit up with the body all night out of respect following the
death. Folks could come by the next day for a visitation of the body, and the men would
dig and prepare the grave, so that a graveside service could be held.

One Thin Dime
Grandfather
They hired me on as a stacker to begin with, and I was paid ten cents an hour.
Stackers would collect the boards as they came off the saw and stack them up with wood
slats between each layer so they could begin to dry out. The Mill was over the ridge, and
30

I walked back and forth every day. It was hard work; you did not get a lunch break or any
scheduled break. I took a cake of cornbread and jar of milk and kept it by me. When I had
moment, I grabbed a bite or a drink. In the summertime, the days were long. We worked
as long as the light held out and were happy for the money. The winter days were short
and cold, and the pay low. Those were 10-hour days in the summer and six to seven in
the winter, so it worked out to about eight hours a day, five days a week.
I believed everyone deserved a raise in our pay. I volunteered to talk to the
foreman on everyone’s behalf. They fired me “johnny on the spot.” After that I found
work for a time at a mill near Spruce Pine. That was about 30 miles away, so I had to
start out on Sunday walking but often got rides part of the way. Eventually, I managed to
get hired back on up here at the mill as a striker working in the blacksmith shop, helping
to maintain the blades and whatever else I was asked to do. Never asked for a raise again.

The 40 Flood
Grandfather
In 1940, it started raining in the second week of August. From August the 11th
until the 14th the rain was heavy and almost constant. We were living down in the valley
up above Dutch Creek falls, at the head of the holler. By the time it was over, the place
looked completely washed away.
There was a spring up above the road that was usually not more than a trickle of
water. After the rain, a gully about thirty feet wide had cut through the road, scattering
big rocks mud and everything along the way down into the valley. There was no way in
or out of the place for a wagon, horse, or car. Up behind the house, the side of the
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mountain just gave way. All the ground turned to soupy mud and slid down against the
back of the house.
The mud kept flowing down until it reached the level of the living room windows
along the back wall and poured into the house. This happened not long before we had just
bought furniture from the Sears and Roebucks catalog. All that was lost. The mud and
water smelled so bad that there was no way of getting that out. The living room had filled
up wall to wall with about a foot of mud, so it was all lost.
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Home, Work, Land. The Tipton Gallery, Johnson City, Tennessee
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Altar

Detail, Altar
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Cooling Board

Detail, Cooling Board
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One Thin Dime

Detail, One Thin Dime
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40 Flood

Detail, 40 Flood
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